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Introduction: Mediated Cultural Encounters in Europe
Ib Bondebjerg and Eva Novrup Redvall
Research on film and television in Europe tends to adopt a nation state framework, despite the fundamental changes brought about by increased globalization and collaboration as well as transnational cultural policy on a European level since the 1990s. Furthermore very little research on European film and television takes a broader social and cultural look at the role of film and television in the forming of our everyday life and in the creation of transnational images of Europe and the construction of cultural identities. In this volume we focus on European film and television culture with the purpose of analysing how important media have become for the cultural integration and development of a Europe beyond the nation state. The ongoing globalization is not just about the strong presence of US film and television in Europe -a long-established fact of modern media culture. It is also about the role European film and television already plays in the everyday life and media culture of Europeans, and the political and cultural challenges Europe faces with increased globalization and digitization.
Cultural encounters mediated through film and television matter. We broaden our experience of the cultural diversity of Europe through the experiencing of film and television from different parts of Europe. The power of European stories, like stories from other parts of the world, is such that they increase our ability to begin to imagine a broader European community. Although this has been a vital part of and reason for EU film and television policy for decades, the results have still not been very impressive. The rich, cultural diversity of Europe also means a very nationally fragmented Europe, it means the lack of a strong production and distribution network covering Europe.
Studying European culture: new perspectives
This book offers comparative studies of the production, distribution content and reception of film and TV drama in Europe. The chapters focus on the role that film and TV drama plays in the everyday lives of European citizens, the role that audiovisual fiction plays in the process of establishing and maintaining a sense of European identity and the extent to which new developments in terms of film and TV drama production, distribution and reception are shaped by national and EU policies and practices. The book offers case studies of different forms of trans national collaboration in the production of European films and TV drama and analyses of how cultural products circulate across national borders. Some European film and television formats travel, whereas quite a lot of others do not. We investigate examples of the transnational dialogue between audiences and successful European film and television drama and the way in which such cultural forms can facilitate both a sense of the national differences within Europe and a sense of being a European.
Apart from demonstrating the necessity of a comparative, transnational approach to the study of film and television in Europe, this book also demonstrates the necessity of an interdisciplinary approach. The authors represent humanities scholars who analyse film and television as a form of cultural expression and symbolic form, and social scientists focusing on the sociology of media and the anthropology of everyday life. In the extensive research on film and media in Europe, film and media scholars too often neglect to link the study of media content and genres to a broader study of audiences and reception, whereas scholars from social and political science tend to overlook the role of film and television content in the forming of our values, ideas and ways of living. This book insists on the value of including both perspectives and on the need to combine quantitative and qualitative studies of the main trends in transnational European film and television and the role these media play in the lives of ordinary Europeans while demonstrating this comparative and interdisciplinary approach in practice.
Introduction 3 of shifting nation state borders, shifting coalitions and collaborations between friends or former enemies, and it is the history of wars between nation states and regional powers. The ancient and classical history of Europe is a story of shifting empires and wars between nation states wanting to expand. However, the experiences of World War II brought Europe closer together. The founding treaty of modern Europe, the Treaty of Rome (1957) is primarily a pragmatic treaty of a social and economic nature, describing a union 'determined to lay the foundations of an ever closer union among the peoples of Europe' and 'resolved to ensure the economic and social progress of their countries by common action to eliminate the barriers which divide Europe' (Treaty of Rome 1957) . But beneath this pragmatic union was a wider political and cultural dream of Europe, a Europe developing communication networks between different people and nation states, and supporting the 'flowering of cultures of the Member States' (Treaty of Rome 1957) .
From the beginning, there was a vision of a European union where people were both nationals and Europeans, without a conflict between those two identities. Part of this vision was having the role of culture and communication at the core of the European project. Although this was originally not so highlighted and prioritized as the other areas of European collaboration, culture was there from the very start. The independent organization, Council of Europe (henceforth COE), which was founded already in 1949 and in 1950 adopted the European Convention of Human Rights, was an important and very active European organization in the areas of communication and culture. Even before the creation of the European Union, the COE also adopted the European Cultural Convention (1954), which states that its aim is to 'achieve greater unity between its members' and safeguard and realize 'the ideals and principles which are their common heritage ' (Council of Europe 1954: 2) . Likewise the convention points to promoting 'the study of languages, history and civilization of the others and of the civilization which is common to them' (Council of Europe 1954: 2). The convention also addresses issues such as 'promoting cultural activities of European interest' (Council of Europe 1954: 2) and of facilitating 'the movement of persons as well of objects of cultural value' (Council of Europe 1954: 3).
What we see in these founding texts of European culture and cultural policy are clearly early versions of what later became a guiding principle for the film and media policy, that is the notion of 'unity in diversity', which was adopted as the official motto of the EU in 2000. Unity first of all points to the attempt to create a framework for a common European 4 Ib Bondebjerg and Eva Novrup Redvall cultural space, a space for co-production, collaboration, distribution and exchange of ideas and products, but it also refers to what European nationals can agree upon as a common, historical heritage. Diversity, on the other hand, points to a plurality of nations, regions, languages and traditions, which are seen as the creative richness of Europe as a whole, but it also refers to the need to secure diversity of culture and cultural production, to prevent a commercial homogenization. While conventions are important for creating shared mission statements, words alone do not make European collaboration and integration happen, humans do. The European Broadcasting Union (EBU), the organization of European public service broadcasters, was formed almost the same year as the EC cultural convention, a fact that shows how important media was considered to be at a very early stage in these institutionalized European collaborations. From the start, EBU has secured not just an increasing transmission of European events, creating a sort of European, visual public sphere in politics, culture, sports and entertainment, but also an increasing co-production and co-distribution of national media products to the rest of Europe.
The thoughts, ideas and initiatives from the 1950s did not immediately lead to an expansive and offensive cultural policy in the EU. On the contrary, nation states were keen to protect their national, cultural space, but there were important new developments for film and media policy in the 1980s when the European Commission adopted the Television Without Frontiers document (1984 and 1989) and the MEDIA programme (1987, from 2014 called Creative Europe), while the COE established Eurimages (1988) , the first real financial support programme for European film. Even though both programmes have a limited scope compared to the total of national support for film and television in Europe and the money used in the EU on other areas -and even though the economy behind the programmes is not strong enough if Europe is to challenge American dominance of the media market -they send an important signal of European cultural cooperation. With the official treaty article on culture in the Maastricht Treaty from 1992, EU policies have focused increasingly on the cultural dimension and on the strategies to combine unity and diversity. In 1998 a more ambitious strategy became visible as illustrated by this quote from the official EU publication Audiovisual Policy of the European Union: 'the new audiovisual products (…) offer a major opportunity for making the most of Europe's unique treasure -its cultural and linguistic diversity. Audiovisual images attract us as they can simultaneously be a window on the world and a mirror of our own lifestyles and concerns ' (European Commission 1998: 6) .
The strategy adopted here has since then been developed into a variety of cultural programmes and initiatives, sometimes described as part of a 'Creative Europe' strategy as stated in the April 2010 Green Paper on cultural and creative industries (European Commission 2010) and supported by the European Forum on Cultural Industries also of that year (http://www.eu2010feic.org/).
The move towards a greater European engagement in developing the European cultural sector is a continuation and strengthening of the strategies behind the already existing cultural policies for film and television and other cultural sectors. Seen from a market perspective the idea is to make it easier for creative industries to work on the European market as a whole, but at the same time there is a clear interest in thinking the European diversity into the adopted strategies. As Monica Sassatelli has argued in her book Becoming Europeans (2009) and elaborates in this anthology, the 'cultural city' concept is a good example of this. Even though the EU is often viewed in popular media, and perhaps also among ordinary Europeans, as a top-down bureaucracy, the cultural city concept is a framework with certain common elements, but completely created from below by the cities chosen. The basic thought behind the new cultural policy of the EU is of course still European, cultural integration and creating a stronger European economy and market that can compete in the global cultural sphere. But there is also a much stronger understanding of the importance of bringing culture actively out to the citizens of Europe, to make it part of the everyday life of Europeans. The diversity of European culture is only a visible reality if we as Europeans are confronted with it on a regular basis. It is not enough to point to the fact that seen from the outside the diversity of a Europe in East and West, North and South is very charming, if this cultural diversity is not activated and distributed to all Europeans.
European culture and everyday life
As Europeans we have to face the fact that America is a very big part of European culture: jeans, fast food, Coca-Cola, rock 'n' roll, Disney and Hollywood -to mention just a few cultural symbols and iconsare as much a part of the everyday life of every European as pasta, feta cheese, opera or ancient ruins and temples. Most Europeans would have a much easier time identifying five American movies or television series, than naming equivalent European products outside their own national culture. Empirical data going back to 1950 clearly indicate that American films completely dominate the European market. In 2011, the 6 Ib Bondebjerg and Eva Novrup Redvall figure was almost 64%, based on cinema admissions, and the so-called non-national European share of films (the share of all European films outside their own national territory) was only 8% (Bondebjerg and Redvall 2011: 14f) . The Americans have a clear advantage given the fact that the US functions as one market, whereas Europe is a loose network of more than 30 nation states. American budgets and distribution strategies can work more efficiently on the home market and based on that also globally. As Toby Miller has pointed out in the book Global Hollywood 2, Hollywood seems able to penetrate the home, mind and life of the whole world, and 'we are all experts at understanding Hollywood movies ' (2005: 1f) . But how much of this is based on production and distribution power and how much has to do with the stories Hollywood studios are so good at telling?
Who Europe (2008) questions like these are dealt with from the perspective of collective identity and national identity. Answers are given based on empirical data derived from European survey responses. Fligstein also analyses the effects of cultural and political institution building for the existence of the rudimentary forms of a common European cultural sphere. Theories of national cultures and national identity often talk about on the one hand a sense of an 'imagined community' (Anderson 1983 (Anderson /1991 ) which may or may not reflect the 'actual community' residing in a place or located in time. The term imagined community refers to the building and construction of a feeling of a collective identity based on a shared cultural experience through, for instance, literature, media and a common history. However, this feeling of a national culture and identity comes in many forms and it is not always a very strong, coherent or expressive ideology. An imagined community at a national level can cover up cultural and social differences within the nation state, and this of course is even more the case if we try to imagine a European community. When the British socio logist Michael Billig coined the term 'banal nationalism' (Billig 1995) , he pointed to the fact that a collective identity in a specific national space can be imbedded in everyday life practices that we may not even notice. Collective identities are furthermore not always very homogenous, or we may have competing or parallel identities, as Fligstein points out (2008: 127f) . People grow up in communities formed or influenced by family, work, gender, education, cultural Introduction 7 preferences etc., and we can have multiple identities, some of which may even seem to conflict. Imagined communities and collective identities can therefore at some levels be very strong, but at other levels they compete with conflicting interest. Our everyday life is in fact a mixture of many layers and practices.
The social and cultural integration of the European nation states have only been under construction since the 1950s, whereas some of the European nation states were formed through a process of hundreds of years. The forming of collective imagined communities takes time, and many factors of a social and cultural nature contribute to such a project. In modern day Europe the mediated forms of cultural encounters play an increasingly strong role. Film and television on many platforms and the new digital media culture are developing more and more transnational patterns of production and distribution. Even though national territories and feelings of national identity still seem to have a very prominent place in the life of Europeans, processes of globalization are pushing the role of nation states in new directions. While globalization may influence from without, many nation states are also under pressure as internal groups seeking national independence or greater selfdetermination gain strength and push from within, as recent events in the UK or Spain -and before that the Balkans -show.
The EU is only 50 years old and the results of the political, social, economic and cultural processes of integration cannot be compared to that of a nation state. Processes of Europeanization are in fact taking place on many levels, and the interaction between citizens and politicians in the greater European space has been expanded considerably. Political decisions affecting all Europeans currently concerns around 80% of all national legislation and the economic integration is considerable, but not many Europeans are aware of this deep influence of EU on their everyday life. In terms of everyday practices, media use, cultural consumption and personal interactions the picture is much more blurred, and few Europeans would state a European identity as their primary identity. In their book European Media, Stylianos Papathanassopoulos and Ralph Negrine talk about a European identity on three levels: general identity, civic identity and cultural identity (2011: 159). A general European identity can be identified when people clearly and naturally think of themselves as European; a civic identity has to do with whether people identify with the EU institutions; and finally a European cultural identity would mean identifying with some sort of common cultural heritage and a feeling of a cultural identity, not necessarily as strong or stronger than a national identity, but distinct from a non-European identity.
8 Ib Bondebjerg and Eva Novrup Redvall These three forms of European identity are the basis of a questionnaire they used when analysing how the media in France, UK and Greece responded to the case of Turkey's negotiations to enter EU. The interesting thing here is that the economic reasons for either accepting or rejecting Turkey were not high on the agenda. Instead, questions related to cultural identity in general or cultural identity in particular played a major role. In other words, with different accents a European press and its readers responded negatively to this issue by using a cultural argument (history, culture, memory), but differences in the definitions of this cultural identity also followed ideological lines, where the centreleft position clearly had a more open cosmopolitan discourse than centre-right positions.
This case indicates that defining what is European culture and identity plays an important role already in the way we interact with each other and in the politics and media in Europe. However, this is not necessarily something that is directly reflected in our everyday life discourses, since Europe in this context is substituted with the national. Related to this, the Eurobarometer data have interesting figures on the development of our feeling of being Europeans and of belonging to a European community. In 2004, the data, as reported in Fligstein (2008: 141) were as follows: when people all over Europe were asked whether they thought about themselves as nationals and/or Europeans, 87.3% said they were mostly national, 12.7% mostly European and 56% felt sometimes European. When asked to place nationality and a European identity in connection with each other, 43% did in fact consider themselves to be both nationals and Europeans, while 44% considered themselves only nationals. The highest percentage of a national-only identity is perhaps not surprisingly in the UK (64.7%), and the lowest in southern Europe (France 30.5%, Italy 29.3% and Luxembourg 27.8%). The figures here indicate a certain feeling of being European, as a secondary identity, and the different national figures clearly show a difference between the most EU-sceptic countries and those with the most positive attitude to EU.
Dynamics of cultural encounters and media in Europe
When 56% of people living in a European nation answer that they feel European 'sometimes', it is interesting to try to understand what might facilitate or trigger this feeling, whether on special occasions or maybe as a more permanent dimension of their identity, next to a primary or other forms of identity. Is it when they watch Eurosport Introduction 9 or attend Champions League matches (where we do know that people have actually started to be fans of non-national clubs, in many cases probably because of discontent with the national option)? Is it when they watch and vote in the Eurovision Song Contest and feel that they support their national culture but also take part in a common European event? Is it when they vote for the European parliament, even though they can only vote for national candidates? Or is it related to situations where European culture as a whole seems challenged by social and political issues? It is most likely a combination of situations like these plus many other aspects, some of which might also relate to traveling, whether purely for pleasure or through established schemes such as the rather successful Erasmus exchange programmes for students.
Film and media most certainly also play a role here, even with the problem that Europeans do not meet other European nations' film and media products nearly as often in their everyday contexts as they meet their own national cultural products and American products. Both on the national cinema screens and on the television screens in most European homes, American and national products seem to be the most popular. We have no reason to believe that this will change in the near future through the new digital platforms, gradually giving viewers individual choice and control. In one of the biggest European surveys ever made on film preferences and film consumption in Europe (European Commission 2014a and 2014b) the audience is described through different group profiles, and for two of those groups, 'hyperconnected movie addicts' (24%) and 'rushed independent movie selective' (22%), there seems to be a strong interest in a diversity of films, including European. This also goes for smaller groups which the survey identifies as 'Europhiles' and 'film-literates', where there is an even stronger tendency to go for European films understood as different from the national and American mainstream. When people respond to the quality of European films, the respondents use words like 'originality', 'creativity', 'innovation', 'diversity' and 'quality of content' but they also point to barriers like language issues, boring stories and the lack of availability, attention and promotion given to European films (European Commission 2014a: 9-10). So the audience for and interest in European films are there, but the films themselves do not reach this potential audience, and European films end up being given less attention and achieving less awareness compared to home nation and American films.
On a European level, mediated encounters through film and television do not take place to the degree they could, given the fact the total European production of both film and TV drama is much higher than the total US production. But where US products effectively reach the whole European market, European products have a fragmented distribution pattern. This fragmented structure of the film and media culture in Europe corresponds to the complicated structure of who Europeans think they are, represented in Fligstein's analysis of the multiple identities in Europe where very few identify themselves as Europeans only (3.9%) and few put the European identity first and the national second (8.8%) (Fligstein 2008: 141) . Those figures are hardly surprising, neither is the fact that there is a clear differentiation in how one sees oneself based on demographic variations. Professionals and people with a higher education have a much more transnational identity and outlook than other social groups -social interaction is just as efficient for developing a mixed and transnational identity as mediated cultural encounters are. The more you know of and interact with transnational others, the more you develop a transnational identity next to your primary identity. Nationals are different, and so are Europeans of course, but Fligstein's analysis also shows us that we should not forget the relatively short duration of the European project: if interaction and collaboration, if getting together in many ways and communicating across national boundaries is the key dynamic behind European integration, then these dynamic processes are simply not yet sufficiently developed.
The dynamic forces behind Europeanization or European integration have intensified over the last couple of decades, from a merely economic and political cooperation to a broader cultural, but it will take much more than 60 years to match the forces that created the modern nation states several hundreds of years ago. Despite the difficulties, many things have changed in the European project over the years. Within the EU any citizen in one of its nation states lives in a much more European and global environment than 50 years ago. Not only has the European and global economy made us more dependent on each other. Wider political issues have also created a need for more national as well as international responses, and there is a highly increased cultural mobility and connectivity created through a new and more global media culture. This cultural mobility and connectivity still takes place within a communicative framework and a cultural policy largely determined by the nation states. However, the European and global dimension has both an intrinsic and an extrinsic dimension. The intrinsic dimension has to do with forms of multiculturalism in Europe following partly new migration patterns; the extrinsic dimension has to do with both the rise of co-production and transnational collaboration and with the fact that audiences can access a much more broad, global diet of information and cultural products Introduction 11 via the digital networks. Culture is now also moving online, and even though the online universe also has national boundaries, it is potentially more transnational in both content and usage.
As discussed in Sophie De Vinck and Caroline Pauwels' chapter in this book, the new digital developments should not be seen as a complete change of the already existing media policy and culture in Europe. The traditional forms of flow television and cinema still have a central place in European cinema and television culture, but new forms of online consumption are definitely on the rise. The fact that users have access to a more free choice of content and ways of watching audiovisual products will most certainly influence the way the existing system works. If the traditional and new media together are increasing the forms of mediated encounters in Europe, within Europe -and between Europe and other places in the world -these certainly influence our potential feeling of being not just national, but European and maybe even cosmopolitan. As Europeans we are no doubt still rooted in an everyday culture defined by a certain national and local space, as Tim Edensor points out in his chapter on the mundane dimensions of Britishness. However, the cultural consequences of Europeanization and globalization have been pointed out in many recent works on cultural globalization.
As an example, Arjun Appadurai's book Modernity at Large: The Cultural Dimensions of Globalization (1996) argues that globalization does not necessarily mean homogenization -as others have argued, mainly referring to the global American dominance of culture and our minds (e.g. Herman and McChesney 1997) . Media, film and television do matter, and fictional stories are extremely efficient forms of cultural transmission. However, as Appadurai points out, products are actively used by audiences around the world, they are not just passively taken at face value. They present social and cultural forms of imagination that can act as 'scripts for possible lives ' (1996: 3), lives that may be different from the screen images, but exactly by being different they might spur a dialogue. So rather than seeing transnational, cultural communication as only a question of dominance, it is important to see it as a potential transformative moment, a moment of a localized, everyday subject within a particular social and cultural framework meeting 'the other'. Appadurai stresses how more people today anticipate changing the way in which they live as well as the place they live in. Modern media cultures in fact work as imaginative links between the existing everyday home culture and other cultural worlds. The media perform a kind of imaginative work by presenting stories of lives, those of ourselves and those of others, that enter into our national, local spaces.
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For an anthropological media researcher like Appadurai, the modern and gradually still more globalized public media sphere is like a developing diasporic community. We may not relate to that community in the same way, and parts of the community are certainly more appealing to some than others. But, as he states, 'the transformation of everyday subjectivities through electronic mediation and the work of the imagination is not only a cultural fact. It is deeply connected to politics, through the new ways in which individual attachments, interests, and aspirations increasingly crosscut those of the nation-state' (Appadurai 1996: 10) . As already indicated above, this increase in mediated encounters that crosscut nation state cultures is not very strong when we talk about a European public sphere, at least not in the sense of the interactivity between film and television across nation states in Europe. When it comes to film and television it would certainly be wrong to say that we do not have some sort of common cultural heritage, but as Europeans we take in much more from America than from our own neighbours. As discussed by Milly Buonnano in her chapter on Italian TV drama in this book, there are some patterns of more intense exchange and collaboration based on transnational, regional cultures, such as what she terms a 'privileged Mediterranean connection' based on the closer cultural proximity between Latin European countries that facilitates the exchange of programmes and formats. In their chapter, Ib Bondebjerg and Eva N. Redvall address the long-standing Nordic tradition for collaboration and programme exchange prior to the recent international interest in 'Nordic Noir', but in spite of many attempts to further a wider distribution of European film and media products, the success stories are still surprisingly few and the cultural encounters on many European screens are still dominated by stories on the American way of life.
Screening the nation -screening Europe
When talking about European film and television, a highly relevant question is how we actually define a European film or TV drama production. The most simple and obvious definition is that a European film is a film made in one of the countries that we recognize as belonging to Europe in some sense, what one could call a national European film. Such a film is financed only or mostly by national money and made by a creative team coming from that nation. At the other end of the spectrum, there would be films with a high degree of transnational co-financing, creative co-production and with a normally much broader, transnational
Copyrighted material -978-1-137-35687-1 Looking at the numbers for films produced in the year 2010 with a release in other European countries (from the Lumiere database), the spread in European film's ability to reach a broader transnational audience is striking. Not surprisingly, the bestselling titles are US films, but several of these are US/UK co-productions. Harry Potter and the Deathly Hallows tops the list with 33,700 million admissions across Europe. At the very bottom we find the French film Imogène McCarthery with 582,729 admissions, almost all of them in France. In between those two extremes we find some European co-productions with some transnational European audience figures. The French/Belgian co-production Rien à déclarer/Nothing to Declare, for instance, was seen by 9.8 million Europeans, mostly in France, but also by 1 million people in Belgium and half a million in Germany, while it had smaller numbers when released in five other countries. Roman Polanski's French/German/British political thriller The Ghost Writer was seen by 4.8 million Europeans and is an example of a European co-production that attracted audiences in all EU countries. It is also possible to find examples of national European films with a quite broad European distribution, for instance the French historical drama Des hommes et des dieux/Of Gods and Men by Xavier Beauvois, which has been shown in 19 European countries -albeit with quite modest viewing figures in some − and the film reached all together 4.4 million admissions in Europe (with 3.3 million of these in France).
While discussions of European film tend to only focus on the cinema market, it is important to stress that cinema admissions do not show the whole picture, since Europeans are not only watching films in the cinema; television is in fact a much stronger factor in the shaping of a transnational, European audiovisual space, and to the TV screen one can add DVD (which is now a declining market) and the growing online market. However, the patterns of what is available for audiences on the Europeans cinema screens indicate a structural problem that will probably not be changed completely in the new digital media culture. Trends with a long history tend to be reproduced even though new technology creates new possibilities. The limited audiovisual European presence on all types of European screens indicate that we are much more national and American in our cinema and television lives than we are European, but this does not in any way contradict the fact that an increased Europeanization and globalization of our social and cultural imaginaries is taking place. The fact that 43% of all Europeans consider themselves both national and European, while 56% sometimes feel European, is an indication of that. The slow development of a European cultural sphere and of a feeling of being a European is, as Fligstein points out, a sign of a new Europe that is still young and where the interconnectedness and the transnational communication patterns are still very much in the making. Unless the EU breaks down as a construction, we are likely to identify more and more with some kind of European identity, next to the national one in which most people are still clearly most at home.
Negotiating and translating cultures
Danish TV drama is an interesting case in terms of trying to understand how some national productions suddenly find a way to foreign screens and how certain European audiences take an interest in subtitled content from another country (Redvall 2013) . Until recently, the Danish production culture has been marked by the belief that national television series -produced as part of a public service television culture targeted specifically at Danish audiences -would not really be understood and appreciated by people in other parts of the world, including Europe. This feeling of living in a bounded, national culture with a small language that nobody else can understand is not just a Danish phenomenon, but widespread in many European nations. The concept of national culture and national identity is often linked to a feeling of living in a unique and home-grown culture, but as analysed in the chapter by Bondebjerg and Redvall in this book the recent international success of Danish TV drama and film shows how productions made for this specific home market can have a much wider appeal than originally expected. Not the least if the stories based on national culture, society and history draw on professional and generic standards and norms that are internationally recognized as having a more universal appeal.
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Introduction 15 With his cultural proximity theory, Straubhaar argues that we choose cultural products based on a sense of cultural closeness (1991, 1997, 2000) . However, given the strong presence and acceptance of US/UK products all over Europe, the theory must be modified, to a theory which is not just about proximity, but also about what we grow accustomed to. We can have multiple forms of proximity. All data in Europe point to a strong proximity between national products and the majority of nationals in that culture, but also to a strong preference for American culture. American products have managed to translate into global national cultures, to such a degree that these products are completely integrated into our everyday life and culture. To a certain degree, it is the same for many UK productions. UK is a major producer and distributor, often with a US partner, of both television and film at the European continent. Audiences across Europe have therefore also developed a certain proximity with the UK type of product, be it the James Bond films or the heritage tradition. In contrast, this is not the case for other big cultural producers in Europe, such as Germany and France. Given the size of the German and French home markets and the number of films and television dramas produced there, one would expect a much stronger German or French presence in Europe than is actually the case.
But what happens when single or massive and permanent transnational and mediated encounters happen through film and television? Based on the small case study in Bondebjerg and Redvall's chapter in this book, and also indicated by broader reception studies (Liebes and Katz 1993; Barker and Mathijs 2008) there seems to be a combination of a fascination with the foreign elements and different forms of negotiation and translation between the producing and receiving culture. The Danish political drama series Borgen (2010 Borgen ( -2013 or the crime series Forbrydelsen/The Killing (2007 Killing ( -2012 were accepted in the UK and other European nations despite the subtitles and was somehow perceived as variations of formulas already known and used both nationally and by US product. Yet the interest in the series seemed to be based on a rather strong and dynamic negotiation process with an interesting duality: on the one hand, the encounter with the series led to an interest in interpreting their 'Danishness', an interest in the cultural specificity and otherness which was fascinating; on the other hand, this cultural negotiation also included a kind of demarcation of the receiving culture's own nature or identity. The latter, in numerous articles and blogs, led to comparisons between what English series of a similar kind could or could not do, and to wider discussions of what aspects of the national culture or the forms and norms of everyday life presented in the series that were different from the Danish. Similar to what is the case with American film and television in Europe, global distribution is not a one-way street. It is not just about economic dominance or exporting certain views of the world, but a complex process of constantly reading and negotiating the other culture in the context of one's own.
The history of the reception of American cultural products in Europe can in many ways be seen as a model of what is now happening in European cultural integration on a much smaller scale, but could unfold much stronger if there were more exchange of film and television across the European borders in the future. As many studies have shown, European audiences have always both loved and hated American culture (e.g. Webster 1988; Kroes 1996; Pells 1997) , and in many ways one can trace a similar love and hate for European culture. Intellectuals have often regarded American culture as an invasive, commercial mass culture and a threat to what has been perceived as a more authentic and valuable European culture. At the same time, European film and television has always looked to America for inspiration, American productions have learned from and imported talents from Europe and collaboration and co-production between US and UK and also other European nations have been very important (Hilmes 2012; Weissmann 2012) . Jeanette Steemers's interesting study of British television in a global perspective, Selling Television (2004) , clearly demonstrated that European buyers of television for European distribution tend to see products from other European countries as more strange and foreign than American products.
The problem with European distribution of film and television seems to rest on a kind of cultural Catch-22: we are not used to seeing European products and thus we assume that they are strange and different; because of this assumption buyers and distributors do not actively seek European products, and a dynamic that could break this pattern is not set in motion. Consequently, a broader European encounter on our screens is not taking place. This is the spell that European film and media policy has been trying to break since the 1980s, so far with limited power and limited effect. The way in which some European content, such as the current Danish TV drama series, is now somewhat surprisingly finding audiences outside of the domestic market, does indicate that changes are starting to happen and that what television scholar Elke Weissmann has described as potential 'counter-flows' to the dominating US fare might be gaining ground (2012: 191) . What has in fact happened in the wake of the popular Danish or Nordic Noir series is that broadcasters across Europe are now starting to ask Introduction 17 for more European TV drama, and the series have thus possibly paved the way for a broader European success. A new tendency towards more transnational and pan-European forms of co-productions that include a transnational cast, story and language format is also interesting in this context. Crime series like the trans-media experiment The Spiral (2012 ), Crossing Lines (2013 and The Team (2015) have tried to create a natural framework for transnational European stories because the series deal with transnational crime. The series involve co-production and a cast from several European countries, and the characters speak both their own language and English as a common language. Series like these point to a new development where nationally produced series and films (often with European co-financing) try to target a broader European market from the outset. This could open far greater possibilities for European audiences to meet a wider variety of stories on being European and different variations of European everyday life on the big and the small as well as the many alternative digital screens in the years to come.
Outline of the book
European Cinema and Television: Cultural Policy and Everyday Life offers a range of different perspectives on the complex issues of European cultural integration and the role of film and television in this process. In analysing these issues, the contributors draw on humanities theories, methods and forms of analysis and social science approaches. The book is divided into four main sections each addressing central aspects of European film and television's role in the discussion of a broader European culture.
In Part I, Culture, Identity and Everyday Life, the focus is on theories and examples of how national, regional and transnational dimensions interact in our everyday life and the way in which we encounter film and media. The chapters address how media content can influence our feeling of ourselves and of others as well as our memory. Moreover, the chapters deal with political dimensions of European culture and how specific policies or developments may influence the minds and everyday life of ordinary Europeans.
Monica Sassatelli's chapter Narratives of European Identity addresses the development and current interpretations of narratives of European identity, with particular reference to institutional narratives -those produced and supported by the institutions that call themselves Europeansuch as for instance the COE and the EU. She argues that contemporary Europe is a good example of both the possibilities and the dangers of narratives of identity, as well as a useful term of comparison for other identity narratives, in particular national ones. An important dimension of analysis concerns how institutional European narratives are translated into practice and performed by recipients of the policies. Sassatelli uses the EU's European City/Capital of Culture programme as her main case.
Michael Meyen's chapter Film and European Identity is a German-based case study of the role of film and TV drama in the everyday life of 'ordinary' citizens and of the extent to which the question of European identity is linked to this relati onship. The chapter outlines theoretical and methodological perspectives on this topic and also draws on empirical material from focus groups and personal interviews with young Germans. The data show that media are not the most important factor in the shaping of a collective identity, but on the other hand European films do shape the perceptions of other European countries.
Tim Edensor's chapter Sensing National Spaces: Representing the Mundane in English Film and Television argues that the national continues to hold a powerful gravitational pull over the constitution of contemporary identities even though dynamic processes of globalization also exist. The chapter analyses how national identity inheres in the everyday worlds of mundane space. In the UK, this everyday world is increasingly colonized by global and European elements, yet it is usually quickly absorbed into local and national settings.
In the second part of the book, Film and Media Policy: Between the National and the Transnational, the focus shifts to transnational film and media policies in Europe. The two chapters in this part deal with the building of a European film support policy and an audiovisual space in a broader sense. The chapters explore the results of these developments, drawing on concrete examples of co-production and of the new development towards a transnational digital film and media culture. Carmina Crusafon's chapter The European Audiovisual Space: How European Media Policy Has Set the Pace in its Development looks at the European audiovisual space as one of the core concepts in the European media policy. During the last two decades, European institutions have undertaken different measures and initiatives to encourage the circulation of audiovisual works within the European space. This area still has not yet reached its full development, and responds more to a political conception rather than an industrial and social reality. Given these difficulties, the European audiovisual policy has looked for two allies: digitization and openness to the global market. Though these two elements are contributing to its development, the European audiovisual Copyrighted material -978-1-137-35687-1 on the film sector in Europe in the midst of a digital transition and on how this will contribute to how future borders in this sector will be shaped. They take a closer look at the key challenges that the sector is facing and how EU programmes like MEDIA and Eurimages are responding to them. While the future European film landscape will not be without borders, a number of indicators do point towards the possibility to move increasingly beyond traditional sector policy-making and geographical borders. In this regard, European-level solutions could become increasingly important in order to address the film industry's challenges in a digitized environment.
The last two sections of the book move closer to the analysis of national and European tendencies in film and television genres in a broader social and cultural perspective. The third section, National Cinemas -European Cinemas, investigates how cinemas with a different national background address the European challenges when trying to reach for a transnational audience and how transformations of European culture such as East−West differences or more multicultural and cosmopolitan challenges are reflected in European cinema. Andrew Higson's chapter British Cinema, Europe and the Global Reach for Audiences analyses the global reach for audiences of the UK film business, and the way in which UK-based filmmakers attempt to exploit their products in European markets. Which 'British' films prove most exportable, most translatable and therefore most successful in European markets? What sort of 'British' films secure European distribution? The article looks at three different types of films: (1) large-scale UK/US co-productions, (2) films with European content and (3) art cinema films. The article mostly explores the second category and the way in which the content, promotion and reception of such films often depend upon reproducing national stereotypes and national economies in order to achieve a presence in Europe. The chapter argues that their representation of the West has much in common with the East represented in these directors' earlier films: it is a bare and cruel land, where survival counts as a success.
Ewa Mazierska's chapter The East Meets the West in Contemporary Eastern
Leif Ove Larsen's chapter New Voices, New Stories: Migrant Cinema and Television in Norway examines the role of migration and transnational mobility in contemporary Europe. What is generally labelled multicultural or transnational cinema has not only challenged traditional conceptions of national cinema, but also questioned national schemes of production support. The chapter takes the Norwegian context as a point of departure when analysing the aesthetics and politics of multicultural cinema, while asking how these new tendencies challenge our understanding of national cinema and established patterns of storytelling.
In the last part of the book, National Television -European Television, case studies of Italian, Danish and Irish TV drama point to recent and more transnational dimensions of production and distribution in a European perspective. The chapters analyse institutional developments and changes as well as concrete examples of transnational reception and the role of television in everyday life in relation to the negotiation of national and transnational cultures and identities.
Milly Buonanno's chapter Italian TV Drama: The Multiple Forms of European Influence presents the history of Italian TV drama in relation to both a national culture and history and in relation to the influence from non-national media cultures. The chapter criticizes the tendency to focus too much only on the 'American other', while overlooking the presence and influence of the 'European neighbour' in Italian TV drama. The chapter analyses imports, co-productions, format adaptations and other forms of transnational influences on Italian TV One (2000 One ( -2003 won for DR Fiction the first of a series of five Emmy Awards, starting a wave of international distribution. Using Forbrydelsen/The Killing (2007 Killing ( -2012 as an example, the chapter looks at the production framework of the in-house production unit DR Fiction. The chapter raises questions of the universal and nationally specific dimensions of culture, the relation between national audiences and everyday life and of how this relation is translated to other European cultures, while addressing audience patterns and the reception of the series in especially Denmark and UK.
Finally Irish TV drama in a national and European context, focusing particularly on the public service broadcaster and drama productions since 2000. The last economic recession in Ireland in the 1980s brought with it a policy of co-production and TV drama, which appeared to phase out with economic growth. Co-production became the norm for film production since the 1990s but less so with TV drama. The chapter compares the role of co-production in developing screen narratives and reflects on the current production environment for TV drama in Ireland.
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